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No. A rtist. 

134. Le Brun, Vige'e 



Title. Size. 

... Portrait of Mme. Elizabeth de 



Buyer. 



France (oval) 30^x24^ $1,220. .Agnew. 

From the Blaisel Collection. 



MWH 



135. Le Brun, Vigee Portrait of a Woman (oval) . .32^x25 # 7C0 . .Agnew. 

136. Van Loo The Sultan 51^x63 1,220. .Feral. 

137. Van Loo Young Turkish Girls 51^x63 1,220. .Fdral. 

138. Matsys, Quentin Portrait of Bishop Gardiner . .28^x22^ 6,000. .Sedelmeyer. 

From the Fonthill Abbey and John W. Wilson Collections. 

139. Vander Meer.of Delft.The Lady and the Servant. ..34^x30 15,000. .Agnew. 

From the Dufour de Marseille Collection. 

140. Van der Meer.of Delft.The Billet-Doux 27^x23 12,400. . Marinoni. 

141. Memling Religious Subject (panel) 15 X19K 3,120. .M. Bourgeois. 

142. Metsu Dutch Interior io^x 3 12,900.. Agnew. 

From the Beurnonville Collection. 

143. Metsu Breakfast (panel) 14 xio& 16,000. . Agnew. 

From the Antoni Bier ens (181 7) and the David Bier ens (1881) Collections. 

144. Moor, Antonio de. . . Portrait of a Gentleman 

(panel) . . 29^x21% 320. .G. Petit. 

From the Beurnonville Collection. 

145. Moor, Antonio de... Portrait of Edward VI. of 

England (panel) 5.5X 2% 

From the Hamilton Collection. 

146. Moor, Antonio de. . . Portrait of a Noble 26^x20^ 

147. Moucheron Landscape— Hilly Country 30x38 

148. Nattier (attributed) . .Portrait of a Young Girl 39^x31 H 

149. Van Ostade, Ad The Interrupted Game (panel). 17^x14^ 

Fro?n the Alex. Baring and San Donato Collections. 

150. Pater The Sign-Board of Gersani . . ..20x32^ 4,000 . . Mr. Stern. 

151. Potter, Paul The Horses of the Stadt-holder 

(panel) 11x12^ 4,100. .Sedelmeyer. 

From the Alex. Baring, Buchanon, O. J. Vernon, John Anderson, J. H. Munro and San Donato 
Collections. Smith's Catalogue, Vol. V., p. 143, No. 81. 

152. Rembrandt The Man in Armor 40x33 4,600.. Boussod ,Valadon& Co. 

From the Gueffier, Robit, Georges Hilbert, Blake and San Donato Collections. 

154. Rembrandt Portrait of Rembrandt's Sister 

(oval panel). 3 IX 25 5,900.. Sedelmeyer. 

156. Reynolds The Widow and her Child 4-7^x3- 3- • • Lesserve. 

From the John W. Wilson Collection. 

157. Reynolds(attributed).Portrait of a Young Girl 1,940. .M. de la Redorle. 

158. Rubens David and Abigail. 69x98 24,000. J. E. Scripps (Detroit). 

From the M. Meyer {Rotterdam, 1772) and Paul Methuen (1830) Collections. 



1,840, .The Louvre. 

5,200. .M.Bredius. 

270..Baer. 

8oo..Tedesco. 
5,220.. Mr. Stern. 



No. Artist. Title. Size. Price. 

159. Rubens Portrait of a Bey of Tunis 38^x27^ $5,200. 

From the Wellesley and Du Blaisel Collections. 

160. Ruisdael, Jacques. . .The Sluice— L'Ecluse (panel).. 15^x21% 7,400. 

161. Ruisdael, Solomon.. The Banks of the Meuse 3.5^x4.4 1,060. 



Buyer. 
Sedelmeyer. 



Sedelmeyer. 



162. Slingelandt The Lace-Maker (panel) 15^x14^ 5,300. .Mme. PeVeire. 

From the Antoni Bierens (1847) and the David Bier ens (1887) Collections. 

i64-8.Teniers theYoungerThe Five Senses (on copper) 

each 8^x6j^ 12,050.. Durand-Ruel. 
From the San Donato Collection. 

169. Teniers, the Younger.The Farm (on copper) .... 26^x37 2,000. . M. Mallet. 

170. Teniers, the Younger.The Well (panel) 16x24 J£ 4»300. . Agnew. 

1 71. Teniers, the Younger. Temptation of St. Anthony. . . ^S 20 - • M. Haro. 

172. Terburg The Despatch 29^x20 2,300.. Colnaghi. 

173. Tiepolo Descent ofChrist from theCross30#x34# 2,400. . Sedelmeyer. 

174. Velasquez Portrait of Philippe IV 27^x21^ 2,400. 

From the Beurnonville and Gautray Collections. 

175. Van den Velde, Ad. .Shepherds and Animals 10)^x13 1,260. 

176. Veronese Figure of a Man 6.4^x3.7^ ) 2 Tedesco 

177. Veronese Old Man Seated 6.4^x3.7^ J '^" 

178. Dutch School Portrait of a Young Woman. 

(panel, arched) .26^x203^ 

179. Dutch School ... Portrait of a Gentleman 5-8^x3.9)^ 

180. Dutch School A Dutch Family 29)4^3^)4 

181. Flemish School A Triptych (panel) 20^x29^ 

182. Florentine School... The Judgment of Solomon 

(round panel) 24K in diam.... 

183. Florentine School. . .Solomon and the Queen of 

Sheba (round panel) 24^ in 
diam 

184. French School ..:... .Young Girl Looking in a Mirror.25#x29 # 
(genre Jean Raoux.) . 

185. French. School Portrait of a Young Girl (pas- 

(genre Coypel.) tel) ; 31^x24^ 

186. German School ..Princes in a Park (gouache) . ..13^x18^ 

187. German School Portrait of a Man (panel) . ... . .355x28^ 

188. Italian School .The Piazetta of Venice 31 %xap 

189. Italian School Lot and his Daughters 

190. Italian School Portrait of a Grand Duchess of 

Tuscany 6.6^x3.7^ 

191. Venetian School The Marriage at Cana. ....:. .28^x37 # 



100. .Brame. 
300 .Sedelmeyer. 
42..Bonnel. 
340. 

980.. M. Haro. 



1,200. 

76.. M. S. Mayer. 



150. 
2,480. 
320. Sedelmeyer. 
i24..Foinard. 
72.. Bonner. 

150.. Sedelmeyer. 
57..Foinard. 



©PFAftnntf of Brsigns. 

THE CARNA TIONS. {COL. SUPPLEMENT, NO. 1.) 
This study, apart from its good color and good draw- 
ing, affords an excellent lesson in grouping. The arrangement, 
although apparently careless, as it should appear to be, evinces to 
the practised eye a thorough sense of fitness and harmony of line. 
French canvas, with a slightly rough tooth, is most suitable for 
this style of work. For the red carnations, take burnt Sienna and 
crimson lake for the shadows, touching them up at the last with 
brown madder. For the local tint mix crimson lake with scarlet 
vermilion. For the cool light tints mix rose madder with white ; 
where slightly purple add a little cobalt. 

For the shadows of the yellow flowers use raw umber, cobalt and 
hite. Be careful to block in the forms distinctly. For the light 
parts take pale lemon yellow, adding a little white for the most 
brilliant lights. Paint the shadows thinly and load the lights on 
freely ; work a suspicion of scarlet vermilion into the shadows. 
When the painting is partially dry— that is to say, in a " tacky" 
condition— touch in the red markings crisply with crimson lake 
and scarlet vermilion mixed. Endeavor to finish up the painting 
as you go along. You will find, if you are able to do this, that 
your work will be crisper and fresher than if constantly retouched. 
For the foliage take lemon yellow or pale lemon chrome, black 
and white for the pale yellow greens ; for the blue shades mix co- . 
bait, yellow ochre and white. For the darker shades, raw Sienna, 
chrome and a little Antwerp blue. For the darkest of. all, indigo 
and burnt Sienna. 

The background color can be obtained with black, white and 
a touch of Indian red to warm it. If painted thinly, it may, to 
save time, be put on first over the whole of the canvas, but it 
must in this case be allowed to dry thoroughly before the flowers 
are painted over it. 

ILLUMINATED LETTERS. {COLORED SUP- 
PLEMENT, NO. 2.) 
See article on illumination, page 51. 



THE ELEMENTS. (1) " EAR TH. " 
The masterly decorative design after Boucher, given 
on page 45, consisting of a group of cupids, is the first of a 
series of four in the same style, to be published in consecutive 
numbers of The Art Amateur. They are exceptionally clear and 
truthful to the originals, and will therefore doubtless prove very 
acceptable, especially in view of the growing taste for utilizing 
similar designs for painting on tapestry canvas in either silk or 
wool for upholstering chairs, sofas, cushions, etc. For such a 
purpose these medallions look best set in a scroll-work design, 
after the Renaissance style which frames the picture, and greatly 
enhances its effect. The framework can be designed to fit any given 
shape. Motives for this branch of art have been frequently pub- 
lished in back numbers of this journal. They can be readily adapted 
by any one with the slightest pretensions to skill in designing. If 
preferred, these subjects can be finished with a conventional bor- 
der an inch or two in depth, such as may be found frequently on 
the outer edge of plates for china painting. The designs may be 
used the size given, or enlarged to suit any particular space. 

Fine Binant canvas, in either silk or wool, will be found most 
suitable. The silk is only recently obtainable, with a rib similar 
to the fine woollen canvas already so well known ; the texture is 



charming to work upon, and gives a soft sheen, indescribably beau- 
tiful. The price is eight dollars the yard, fifty-two inches wide. 

Stretch the canvas firmly in a wooden frame, taking care to keep 
the rib perfectly even. Now trace the outlines of the design very 
neatly and correctly, then prick the outline so obtained with a fine 
steel pin ; it can then be pounced on to the canvas. For detailed 
directions required by those unaccustomed to this kind of work, 
We refer our readers to the articles on " Tapestry Painting," in 
The Art Amateur, commencing December, 1888. 

Next take a fine-pointed medium hard crayon, and go over the 
outline, afterward beating out the pounce powder. 

If painting on silk tapestry, instead of a crayon, take a very fine 
brush made especially for tapestry painting, and go over the 
pounced line with color which will absorb the pounce powder 
sufficiently. Never attempt to beat out pounce powder on silk- 
it will only spread it and soil the work. 

The color to be used can be made by mixing sanguine, which 
answers to burnt Sienna, yellow and a little indigo ; this will 
give a warm reddish brown, if mixed in proper proportions. 
When the outline is thoroughly dry, the sky and clouds should 
be painted in. For the upper part of the sky take indigo and 
dilute it largely with medium and water ; make the tint paler as 
you descend, by adding more medium ; leave the edges of the 
clouds white, softening them when the sky is nearly dry by 
scrubbing over them some medium only. Put the darker tint of 
blue over the shadows of the clouds first, and while this tint is 
still wet, work in some neutral gray. 

The floating scarf and drapery beneath the sleeping cupid 
should be a soft, pale pink ; block in the shadows first with a 
mixture of brown, gray and ponceau. Remember that the colors 
are very strong and use them sparingly, always adding some me- 
dium. For the light wash use ponceau, only much diluted, going 
over the shadows as well, having allowed them to dry first ; make 
the canvas thoroughly wet with the light wash, and while still 
moist, work in the half tones with the colors already mixed, but 
still further diluted. The purple grapes must be painted with 
ponceau, cochineal, sanguine, ultramarine blue and indigo, mixed 
in different proportions, to vary the tone, according to whether the 
grapes are light or dark, making some a bluer tone than others in 
the high lights. The berries must be painted sharply and crisply, 
with very small brushes. Make a yellowish tone predominate on 
the light parts of the leaves ; for this mix a little emerald green 
with pure yellow. For the half tones add. to this mixture some 
cochineal, which will give you a gray green-; for the darkest parts 
make an olive green^by adding yellow and a little indigo to brown. 
Full directions for the flesh painting, which'will serve for the four 
subjects, will be given in the next issue. The dyes recommend- 
ed should have Gre*ni£s name on the labels. A medium is 
specially prepared for mixing with them, and the dyes cannot be 
used without it. Directions Jfor china-painting will be given in 
a later issue. ' 

THE HOLL YHOCKS, B Y VICTOR DANGON. 

This spirited design is equally suitable for reproduc- 
tion in oils, water colors and in tapestry painting. Let us begin 
by describing the treatment for painting in oils : 

Choose canvas with a rather rough tooth ; it gives good tex- 
ture to the painting. First put in thinly a soft greenish gray 
background, very pale at the top and deepening toward the base. 
The desired shade can be arrived at in different ways, but a mix- 
ture of raw umber, cobalt and flake white will give it. Use a 
vehicle that dries well and quickly ; a mixture of linseed oil, tur- 
pentine and copal varnish is excellent. Use a liberal proportion 



of copal varnish in the present case ; it will help greatly to keep 
the colors on the surface. Now draw the design on lightly with 
a sable brush dipped in raw umber thinned with turpentine. This 
done, for a salmon pink flower take scarlet vermilion mixed with 
white for the palest tints and shade with crimson lake, burnt 
Sienna and a little touch of indigo in places. Paint very broadly 
and endeavor to finish up at once as far as possible. Load on 
the lights and keep the shadows thin and transparent. 

For yellow flowers you would require pale lemon yellow, light 
cadmium, raw umber, raw Sienna, and a little rose madder and 
ivory black. For the foliage have ready a variety of greens. For 
cool, gray green, mix cobalt, yellow ochre and white ; for a yel- 
low green, pale lemon chrome, black and white, with a little emer- 
ald green, added. For darker shades, mix raw Sienna with Ant- 
werp blue and black, also indigo, yellow ochre and burnt Sienna. 

In tapestry painting the design could be used for a small 
screen, a wall-banner, or a sofa-cushion. The colors, in nature, 
of the flowers are so varied that the design can be made to 
harmonize with any room. The variety with salmon-colored 
petals and deep. red. marking at the base is very effective. 

Begin by stretching some good woollen canvas, such as is es- 
pecially prepared for tapestry painting, . on .a. wooden frame. 
Make a careful . tracing of. the design, then prick the outline thus 
obtained and pounce it on to the canvas. Secure the dotted line 
with a very fine pointed crayon, after which beat out the pounce 
powder. It is not necessary to paint in a background at all, but 
if one is desired, pale cold gray would be effective. To obtain this 
gray mix indigo, cochineal and yellow, diluting the mixture with 
plenty of medium and water. Pass the tint right over the 
leaves and stalks. This will be found a great saving of time, 
and the gray, slightly modified, can be utilized for the high 
lights on the foliage. . For the salmon pink~ mix ponceau, which 
answers to vermilion, with a little yellow ; cover the flowers en- 
tirely, also the buds, with this tint, and, when all but dry, shade 
them with ponceau, cochineal, sanguine and a little indigo added 
in the darkest parts. Yellow flowers would look well on the 
same ground, and for these paint on first a tint of pure yellow, 
much diluted, and shade with yellow, sanguine and indigo 
mixed. For the green leaves, mix for the lighter ones emerald 
green and yellow, modified with a little cochineal. For the rich 
shadows, mix yellow with brown. This makes a beautiful olive 
tint. Before shading, scrape out with a knife the highest lights 
and vary them by painting some pale pure yellow into them in 
places. For the red brown stalks take brown and add to it a 
little ponceau. When finished have the painting properly fixed 
by steam. Be careful to use medium with all the colors. 

THE "KATE GREENAJVAY" FIGURES FOR 

SPLASH TOWELS. 
These figures should be enlarged. Then transfer 
them to the material by means of transfer paper. Secure the de- 
sign firmly with thumb tacks to prevent it from slipping, and use 
a bone tracer. The goods best adapted for splashers are crash, 
linen, or scrim. The drawings can be worked with outlining silk, 
or the Madonna cotton, which is made in all colors especially for 
outlining. The designs might be also used for doilies, and made 
square by leaving out some of the background on either side in 
the upper picture and dividing the lower picture into two parts. 
If used in this way it would be well to use etching silk on very 
fine linen. The work would look well outlined in two shades of 
one color only, but, if preferred, any colors could be used appropri- 
ate to the dresses and the background. Care must be taken to put 
as much expression as possible into the faces. 
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PLATE 759- MONOGRAMS. Second Page of "V." 
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PLATE 762- DESIGN FOR EM BR 01 

(For suggestions for t 



he Art Amateur. 



}. August, 1889. 




DERY OR FOR BRASS HAMMERING 

reatment, see page 63.) 
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PLATE 763 -CHINA DECORATION. Orchids. 

The Tenth of a Series of Twelve. By S. J. Knight. 

(For suggestions for treatment, see page 49.) 
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PLATE 764.- DESIGNS FOR SPLASH TOWEL DECORATION. 

(For suggestions for treatment, see page 63.) 



Supplement to the Art Amateur. 



Vol. 21. No. 3. August, 1889. 




PLATE 765.-L0UIS SEIZE DECORATION. 

By Ran sox, 
(See " French Historic Styles," page 58.) 
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NEW YORK, AUGUST, 1889. 



( With io-page Supplement, 
\ including 2 colored plates. 




THE ELEMENTS, (i) "EARTH." AFTER BOUCHER. 

(for suggestions for treatment, see page 64.) 



[Copyright, 1889, by Montague Marks.] 



